I continued to make other binding models through workshops and selfexploration. I ended up with a number of blank historical bindings that I enjoyed looking at, browsing, and examining. Keith Smith (2003) writes about this process:
Pick up a book, hold it. Feel it. Look at it, then examine it, not routinely or mechanically by habit but make a conscious effort to see at every step in the process, every movement of the eyes or hands… I use a blank book so that I am not seduced by this picture or distracted by that composition or those words...The procedure I am describing can't be learned by reading. It must be experienced.
1 When I made a historical book structure, I went through a learning process. I learned the history of the book structure's development and its relation to other structures. I learned the physical aspects of constructing the binding and saw how a book form was constructed in a specific sequence. I learned about the use of the different materials such as paper, wood, leather, and dyes. I learned to make choices in selecting and replacing traditional materials that I didn't have access to. I was not only concerned about the decorative aspects of the book, but I also paid attention to the physical aspects such as the text block material, end bands, binding, fastening, as well as decoration. By creating these models I gained skills and experience. This experience helped me to expand my view of the book as not only a recording tool, but also as an artifact that has a special energy and presence.
Whenever I exhibited the models I created, people would be interested in the feel and look of them and would want to know more about them, asking: "How were they My second approach in making books is starting with the structure and letting it inspire the type of content. For example, I wanted to do a book inspired from the Ethiopian codices so I used the structure but incorporated contemporary content and materials. My book uses handmade paper not vellum, a cover pressed using polymer plate instead of tooled leather, and it shows the different talismanic elements through texture, color, and paper cutting. Perimeter where I used a Coptic structure but I exaggerated the number of sections and made laser etchings of Arabic calligraphy on the edges while I kept the inside of the book empty. I hope that by making these books I will preserve the legacy of bookbinding in a more contemporary form.
In the following works I want the viewer to have a deeper experience when interacting with these forms, to think about what content might be included and then, once that content is revealed, to consider why I chose to use a particular historical structure for a given content. I hope the viewer will think about the visual as well as the tactile appearance of the books. I want these structures to be inspiring books. I want the viewer to slow down and spend some time flipping through these books so that he or she can learn to respect the book form and its traditions. learn about the histories and cultures behind the structures. They are valuable sources for inspiration for contemporary artists because they have both visual and physical aspects that cannot be ignored by contemporary book artists. I concentrated on a number of them because of their unique features such as the Nag Hammadi which are the first folded codices, the Coptic codex that opens flat and displays its distinctive end band with a link stitch on top, the Byzantine codex and its sewing on both sides which enables sewing large numbers of signatures with its extended link stitch, and the Islamic codex with its distinctive fore edge, envelope flaps, and the palm leaf structures which are very unique structures with completely different mechanisms for reading and opening.
I always think about what the audience will gain from my work. I am more concerned about the aesthetics of the calligraphy and type than about the meaning, because the aesthetics cause the book to become an experience for the viewer. The bindings encourage the viewer to interact with the book, to touch it and turn the pages, and the direct visual and tactile experience with the binding structures, materials, and content make the pieces more approachable. Even without words, they are still fascinating. I am hoping more people will learn that these historical bindings still exist and are still used in book art, and that the kind of content I use in my books will foster cross-cultural learning by making viewers learn about Islamic art and culture.
